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THE IMAGES TRIO

Rubén Gonzalez, violin
Jay Humeston, violoncello
Monique Duphil, piano

Gartner Auditorium

THE COMPLETE PIANO TRIOS OF
LUDWIG VAN BEETHOVEN (1770-1827)

Wednesday, May 25, 1988, at 8:00 pm

Piano Trio in G major, Op. 1, No. 2
Adagio—Allegro vivace
Largo con espressione
Scherzo: Allegro
Finale: Presto

Piano Trio in E-flat major, WoO 38
Allegro moderato
Scherzo: Allegro ma non troppo
Rondo: Allegro

Intermission

Ten Variations in G major on Wenzel Miiller’'s
“Ich bin der Schneider Kakadu,”” Op. 121a
Introduzione: Adagio assai—
Tema (Allegretto} con variazioni

Piano Trio in D major, Op. 70, No. 1 {(*Ghost”)
Allegro vivace e con brio
Largo assai ed espressivo
Presto




Saturday, May 28, 1988, at 4:00 pm

Piano Trio in E-flat major, Op. 1, No. 1
Allegro
Adagio cantabile
Scherzo: Allegro assai
Finale: Presto

Trio in B-flat major, Op. 11
for clarinet, violoncello, and piano
with Daniel Silver, clarinet
Allegro con brio
Adagio
Tema Pria ch’io I'impegno (Allegretto)
con variazioni

Intermission
Allegretto in B-flat major, WoO 39

Piano Trio in E-flat major, Op. 70, No. 2
Poco sostenuto—Allegro ma non troppo
Allegretto
Allegretto ma non troppo
Finale: Allegro

Sunday, May 29, 1988, at 4:00 pm

Piano trio in C minor, Op. 1, No. 3
Allegro con brio
Andante cantabile con variazioni
Minuetto: Quasi allegro
Finale: Prestissimo

Fourteen Variations in E-flat major
on an original theme, Op. 44

Intermission




PROGRAM NOTES
by Judith Eckelmeyer

The corpus of Beethoven's trios for piano,
violin, and cello is among the least-performed of his
total output. Except for the "Archduke" Trio of 1810-
1811, the "Ghost" Trio of 1808, perhaps the "Kakadu"
Variations of 1803/1816, and possibly the third trio
of the Opus 1 set of 1794-95, the bulk of the eleven
pieces in the genre is basically unknown to today's
audiences.

The trios seem to fall generally in the realm of
Beethoven's 1less adventurous works. They were
produced in the early to middle part of his career,
from roughly 1791 to 1812, with a revision of an
earlier work in 1816. They are accessible to
audiences ranging widely in listening experience. The
most advanced is surely the "Archduke" Trio, Op. 97.
But the variety among the eleven is great: one of
them admits an option for either clarinet or violin;
one is a set of variations built around a folk-like
tune from a popular theater presentation; one is a
single-movement work for a child performer. Others
function very much like the multi-movement sonatas or
chamber works of the time. There is in them no heroic
striving against the traces of tradition, no grand
extension of technical horizons. And yet, in their
own way, the trios reveal the track of Beethoven's
characteristic growth, his increasing sureness not
only with the instrumental idioms but with ideas and
structural matters.

The earliest trios are the three of Opus 1, the
Opus 11, the variations of Opus 44, and a posthumous
trio, WoO 38. In these the piano dominates, the
violin has a secondary role, and the cello is very
lightly accommodated. One might speculate that
Beethoven's own career as a virtuoso pianist had a lot
to do with shaping these earlier trios. Yet none of
the piano trios, except for the "Archduke," reveal a
piano style as broad in range or expressive dynamics
as that of the piano sonatas composed through the
first decade of the century (the "Pathétique,”




Program I
(Wednesday evening)

The three piano trios of Beethoven's Opus 1 date
from 1794 and 1795, following his first years of
acclimatization in Vienna. By then he had undertaken
study sessions in counterpoint with Haydn, who had
recently returned from his first trip to England and
was recognized as Europe's leading composer. oS
thus a matter of curiosity that the Opus 1 works were
dedicated not to this eminent teacher of the fledgling
composer, but rather to Prince Karl Lichnowsky, who
over a period of years was one of Beethoven's most
reliable aristocratic supporters. The reason for this
untraditional dedication has to do with the third trio
of the set, in C minor, which Haydn viewed as too
radical for public consumption; he appears to have
been well-disposed toward the first two.

The G-major trio, number two of the set, has the
characteristics of a standard late eighteenth-century
chamber work in the style of Haydn and Mozart, except
that it has four rather than three movements. The
slow, dotted-rhythm introduction provides a grand
ceremonial opening, much as Haydn's and Mozart's late
symphonies had offered; the predominance of the piano
is clear, although the violin line is contrasted well
against the keyboard. The cello does not rise
significantly above the role of a bass continuo.

The introduction feeds immediately into the
Allegro vivace, the first theme being given in the
piano and echoed in the violin. The movement's sonata
form is quite unusual. The longish coda is noteworthy
in that it begins with some contrapuntal intensity,
but this soon falls away into homophonic figuration.

The second movement's rocking 6/8 meter provides
a delightful contrast to the first movement; its E-
major orientation is an early example of Beethoven's
life-long fascination with third-related harmonies and
key centers. The movement is a rondo, focused at
length on the principal theme. Expressive dynamics
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abound, ranging from pp to Jff, and including
crescendos and smorzandos, with an occasional sf.

The scherzo movement, in G major, opens with a
cello motive that quickly passes into the piano and
violin. The Trio section's opening ten-measure phrase
is an interesting feature, along with the B-minor
orientation announced by a bold descending octave
figure. The scherzo is repeated and a coda concludes
the movement.

The Finale, a presto 2/4, takes the previous
movement's Trio's repeated motive and reshapes it into
the violin's long, repeated tonic pitch that generates
an upward spurt of a triad. The effect of the comic
opera in the opening theme is contrasted by the
piano's sweetly descending second theme. Dynamic
surprises pepper the movement, not only on main beats
but, unexpectedly, at the ends of measures. The high-
Jinks end with a jack-in-the-box flourish.

The E-flat Trio was not published until three
years after Beethoven's death and not assigned an opus
number by him (thus the abbreviation Werke ohne
Opuszahl). Compositionally it predates the Opus 1 set
by four or more years. Although it has a seemingly
high number associated with it as WoO 38, the style is
truly very early, a product of Beethoven's Bonn years.

The first of three movements is very short, in
the traditional sonata form, and is minimally
developed. Among the musical highlights are
Beethoven's momentary vacillations between major and
minor key orientation, his use of the recapitulation
to explore a near-variation procedure in the opening
theme, and a brief flush of drama in the coda before
the movement ends in a cheerful vein.

The second movement scherzo, in 3/4 and also in
E-flat, is wvery light, untroubled, and ingenuous,
beginning each section piano and growing only to
forte. The Trio has a Ldndler-like turning motive in
the piano while the wviolin and cello harmonize the
second and third beats.




The "Rondo" third movement in E-flat carries
over the dance qualities of the previous movement.
The cello is far more active than before. Even though
the movement is titled a rondo, the traditional
procedure for the form appears only loosely.
Beethoven builds the entire movement around one theme
which appears in altered environments, usually with
little segments of different interlude materials
between the theme's reappearances; even some of this
material is repeated verbatim.

The "Kakadu" Variations, Op. 12la, in G major,
were originally composed in 1803 or earlier, then
revised in 1816, a period where smaller, even trivial
works occupied Beethoven as much as early drafts of a
piano concerto and a string quintet. That this is in
large part an early work of his early Viennese career
is not to be doubted. The theme of the work is from a
Singspiel, The Sister from Prague (1794) by Wentzel
Miller, whose fame is tied up with Mozart's Magic
Flute and the circle around Mozart's librettist
Schickaneder. Miller, the composer, had collaborated
with writer Joachim Perinet to recast an earlier work
by Phillip Hafner, through whom the late eighteenth-
century Viennese Singspiel tradition had taken wing.
According to E. M. Batley's A Preface to The Magic
Flute (London, 1969, pp. 38-40), the story is based on
a commedia del'arte plot in which a tyrannical father
tries to protect his daughter from would-be suitors.

The Introduction in G minor begins with the
three instruments in unison, presenting a motive
almost exactly transposing the opening pitches of the
"Archduke" Trio, completed five years prior to the
revision of the variations. The introduction proceeds
in a dramatic style with dropping arpeggiations,
sforzandos, many expressive dynamics, and textural
changes. It is almost a variation in its own right,
more abstract and "developmental" in style, yet in it
appears the first phrase of the theme that follows.
The dramatic power and sophistication of the use of
the main thematic material suggests that this
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introduction was substantially revised or even
composed entirely in 1816. Variations one through
nine are relatively straightforward procedural
treatments of the theme and instrumental combinations.
The tenth, however, is extensive, full of varied
textures, ranges, keys, and technical problems. Its
fugal counterpoint is mature; it extraordinary
richness marks it particularly as a product of
Beethoven's revision. -

The "Ghost" Trio, Op. 70, No. 1, in D major, is
the first of the consistently mature works of this
genre. Written in 1808 and dedicated to Countess
Marie von Erdddy, it shows far more integration of the
strings with the piano; in fact, the cello,
increasingly liberated here, presents the first
lyrical theme with piano accompaniment.

The first movement--a sonata allegro--contains
many instances of Beethoven's mastery of compositional
detail: syncopated layout of the unison opening,
sounding 6/8 in a 3/4 meter; concluding the opening
unison with a "wrong" note; use of contrapuntal
activity to establish a drive to unison peaks of
intensity; moments of pseudo-modulation; real
modulations to third-related keys; and modulations
through chromatic progressions. A structural oddity
occurs in Beethoven's repeating the development-
recapitulation and providing a second ending of the
recapitulation to lead to a coda, which in turn is
based on the opening unison theme.

The second movement, in D minor, is the source
of the "Ghost" nickname. Hans-Giinter Klein's notes on
this work, appearing on the Kempff-Szering-Fournier
Deutsche Grammophon Gesellschaft recording, refer to
Beethoven's contemporaneous sketches for a witches'
chorus (for an operatic version of Shakespeare's
Macbeth) as a possible source of the content and
style. Two motives oppose each other in various
guises throughout the movement. Beethoven also
includes extensive use of one of the most
characteristic harmonic structures of the emerging




romantic movement--the so-called diminished seventh,
with which he conveys a range of effects from sorrow
to horror to suspense to deep mystery. Dark trills
low in the pianc toward the ends of sections add an
unsettling dissonance and shuddering against the two
strings. The blood-curdling descending piano 1line
against the strings close to the end of the movement
is the stuff of later programmatic essays into horror
music.

The third movement, Presto, begins in almost
innocent glee, but half-step progressions begin to
assert themselves as harmonic "goblins"--they cause
abrupt, surprising, comic, and shocking modulations
and resolutions that keep us unsettled. Even the
melodic half-step of the final cadence is suspect
because the goblins have led us astray so often
throughout the movement!

Program IIX
(Saturday afternoon)

The opening of the first trio of Opus 1, in E-
flat major, strikes the ear with a melodious sweetness
and graciousness that reflect not only Beethoven's
youth but his aristocratic environment in the early
years in Vienna. After the opening flourishes, the
melodic smoothness and light ornamentation stand out
as vehicles for lovely dialogues between piano and
violin (with cello looking on). Dynamic accents (f
fp, sfp) help to articulate contrasting phrases but
rarely syncopate.

The second-movement Adagio cantabile is a rondo
in A-flat major in which the principal theme is given
by the piano and is varied somewhat at its return.
The first excursion features the cello; the second is
an affective minor-key discourse among the three
soloists. This movement has the greatest attempts at
counterpoint in the work, but these are not extensive.
The slow drawing-out of the movement is a fine example
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of what will become one of the characteristics of
Beethoven's most sensitive mature works.

The rollicking scherzo is laid out like the
typical dance movement but contains a developmental
section leading to the return of original material in
a tiny sonata form. In the Trio section, "always
pianissimo and legato," chords in the strings support
a transparent piano line. The movement disappears in
a coda.

The Finale is ebullient. Leaps of a tenth in
the piano mark the opening and are made much of in the
development, recapitulation, and coda. In the last,
the violin extends the leap to a twelfth, and by
modifying the pitches slightly and renaming then,
Beethoven slithers briefly from E-flat to E major
before returning home.

Beethoven's Opus 11 is a three-movement tric for
either B-flat clarinet or violin and cello and piano.
The work has little in the way of anomaly to consider.
However, in that Beethoven wrote the work first for
clarinet and then revised the clarinet part for
violin, the work is in itself a distinctive member of
the early Viennese output, with a publication date of
1798. Both versions are virtually identical, with two
exceptions at the internal cadences in the first
movement, where the clarinet's chalumeau (lowest)
register is briefly exposed. Otherwise, the line lies
relatively high throughout the three movements.
Structurally, the work offers little problen. The
first movement is a sonata form; the Adagio second
movement a lovely, lyrical expression in song form;
and the last movement a set of variations on an aria
from Weigl's Amor marinaro. It is worth noting,
however, that in the ninth wvariation Beethoven
presents a canonic treatment of the theme in a long
passage of closed counterpoint. This marks a distinct
advance from the content of the Opus 1 trios.

In 1810 Beethoven met members of the family of
Bettina Brentano, sister of Clemens Brentano and wife
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of Achim wvon Arnim. Bettina was a highly educated
woman, a close associate of many of the German
romantics, and a writer, musician, and sculptor. Her
close friendship with Beethoven over a number of years
was Jjournalized in her memoirs. Bettina's half-
brother's wife, Antonie, ten years younger than
Beethoven, is now thought to have been the intended
recipient of Beethoven's passionate letter to the
"Immortal Beloved." Antonie and her husband Franz had
a daughter, Maximiliane, who by 1812 was twelve years
old. It was for this "Maxe" that Beethoven wrote the
piano part of the B-flat major trio in 1812. The work
is a single allegro movement, now designated WoO 39.
Marked Allegretto, in 6/8, it begins with a focus on
the ingratiating, ingenuous piano part, gradually
bringing the string parts into complement to have
their say. A product of Beethoven's compositional
maturity, the work has an absolute sureness of balance
and tension, yet one can almost tick off the technical
musical problems Beethoven gently worked into the
piano part for the young performer. The work has the
simplicity, without the lack of ideas, of the early
works; it has structural regularity without the
clichés and lack of direction of the tyro. Its
inherent charm is the product of a master composer and
would be destroyed with any attempt at sophistication
or virtuosity. Stylistically and musically, it is one
of the choicest--if hardly known--gems of Beethoven's
compositional output.

The second Trio of Opus 70, in E-flat major, was
like its companion composed in 1808 and dedicated to
Countess Marie von Erdédy. The sense of this work is
more relaxed, almost pastoral in its flow. In this
respect it forms a complement to Op. 70, No. 1, and,
as Hans-Gilinter Klein observed in his note for Deutsche
Grammophon Gesellschaft, contains technical challenges
that foreshadow those of the next trio Beethoven would
write, Opus 97, the "Archduke," two or so years later.

The first movement opens with a poco sostenuto
introduction in common time, moving then to a gracious
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6/8 allegro in sonata form, the sections of which are
carefully obscured. Many of Beethoven's favorite
devices are present here: modulations to distant
keys, ornamental dissonances, very dense arpeggios and
chords in the piano's bass range, accented
syncopations, and the like.

The middle two movements, related by thirds to
the first and to each other, are strongly reminiscent
of older dance rhythms. The second carries a distinct
bourrée rhythm; two themes, one in C major and the
other in C minor, are varied in alternation throughout
the movement. The A-flat major third movement has a
Lindler feeling. Although it appears to be in the
traditional sectional layout of dance movements of
that period, by the end of the movement we realize
that Beethoven has simply repeated everything to
create a "five-section scherzo with an unchanging
trio," in Klein's description. The Trio section is
noteworthy for its chordal structure, almost Brahmsian
harmonies, and extraordinary chromatic passages.

The finale is full of bright energy with much
more drama than has been present in earlier movements.
Variety in the pace of the music is created by triplet
transitions. The retransition from development to
recapitulation builds over a long, suspenseful
dominant pedal with gradual crescendos, very much in
the mode of many piano sonatas. Key content is far
from traditional; among other instances, the
recapitulation contains a long passage in C major
which gives way to the tonic for the last theme and
coda.

Program III
(Sunday afternoon)

The C-minor Trio, Op. 1, No. 3, was at the
center of the conflict between Beethoven and Haydn
‘during the former's early years in Vienna. Joseph
Kerman summarized the situation in his New Grove
article on Beethoven:
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...when Haydn heard the Op. 1 trios he
praised them but thought the public would
not understand or accept the third, in C
minor. One suspects that Haydn himself
may have been put off by the extremes of
tempo, dynamics, texture, and local
chromatic action in this pieces, and still
more by the resulting emotional aura. He
would not have been the last listener to
find something callow and stagey, which is
to say essentially impersonal, in these
insistent gestures of pathos and high
drama. Beethoven of course paid no
attention to his advice and published
increasingly sophisticated C minor items
in nearly every one of his composite sets
of works over the next eight years...

The C-minor Trio is dominated by the piano (as
are the first two works of this set). The layout is
in the four-movement plan: the first a sonata form;
the second, in E-flat major, a rounded-binary theme
and five variations; the third, in C minor, a minuet
and trio; and the fourth a sonata form. Beyond these
"norms," however, Beethoven has combined an
impressive, impassioned, and often curious variety of
details by which (even today) we can sense Haydn's
conservative discomfort and Beethoven's own delight in
the work. The first movement's sardonic near-waltz is
peppered with instances of chromatic progressions;
dramatic, sweeping, and overlapping melodic and
rhythmic currents; unexpected chords; and plenty of
drive. The second and third movements seem stable and
innocent enough, but the last movement, at lightning
speed, gives the impression of a mad whirlwind. It
opens with a real "rocket" theme, forte, then settles
into a breathless theme with a distracting--perhaps
deliberately awkward--length of phrase. The surprises
are many, including a coda that ends pianissimo in C
major! The piano part also contains a few harbingers
of piano sonatas to come, particularly in the closing
moments of the last movement.
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Beethoven's own theme for the fourteen
variations in E-flat major, Op. 44, consists of two
long phrases forming fourteen measures, followed by
two short phrases forming eight measures, without
repeated sections. The theme is presented in disjunct
notes by all three instruments in unison until the
last eight measures, when the melody is more
sustained. The original theme was sketched in 1794:
the work was published in 1804 in Leipzig. The
variation procedures are traditional for that time.
The seventh wvariation, in E-flat minor, features
lyrical presentations by the cellec and wviolin in
alternation. The eighth, with its string triplets,
has a disposition and style surprisingly prescient of
Schubert's music (to be developed some decades later)!
The fourteenth is the most extended. In it Beethoven
creates repeats for phrases of the theme and in “one"
variation makes a series of varied sections flowing
from one to the next.

The "Archduke" Trio in B-flat major, Op. 97, of
1910-11, is surely the crowning glory of Beethoven's
output in this genre. Its instrumental eguality and
complexity of structure and idiom are but part of its
achievement. There are also many markings for piano
pedalling. There is a remarkable chromaticism in the
scherzo that goes far beyond anything prior among the
piano trios. The work has been called by some a
"concerto" for three instruments. Its scope bears out
Beethoven's thinking in that wvein, and there are
compositional elements as well as traits of grandeur
that echo the "Emperor" Concerto.

Archduke Rudolph, for whom the trio is
nicknamed, was no fly-by-night acquaintance of the
composer. He was the son of Leopold II, whose
unexpected death after two years' reign as Holy Roman
Emperor opened the Hapsburg throne to Francis II,
Rudolph's older brother, who was celebrated in Haydn's
"Emperor's Hymn." Rudolph was a talented amateur
pianist and Beethoven's pupil in both piano and
composition. He was probably about sixteen years old
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--eighteen years Beethoven's junior--when he chose to
study piano in 1803-4. The trio dedication in 1811
was thus to a young man of twenty-three. In April
1819, Rudolph was made a cardinal of the Church, and
in June he was appointed Archbishop of Olmiitz din
Moravia. For that occasion Beethoven completed and
dedicated to him the Missa Solemnis. The devoted
association of the two lasted until Beethoven's death,
far outdistancing Beethoven's connection with other
Viennese aristocratic supporters. To Rudolph, over a
period of nearly a quarter of a century, Beethoven
dedicated a great number of his finest works in many
genres.

The Trio is in four movements, although the
third and fourth are not truly separated. The first

movement is a sonata form. The presentation of
material and the progress of events is on the surface
quite traditional. However, a keen ear will detect

that Beethoven is playing with tonal relationships in
thirds. The movement opens in the tonic, B-flat, but
the second key, defined by a key signature change, is
G major; within the development there is a section in
D major, and finally B-flat returns after an open,
airy moment followed by fanfares and trills.

The second movement scherzo also opens in B-flat
with a folk-dance theme. The trio section is not
broken off from the first section but is audible in
its wvast change of style--a glowering, chromatic,
four-voice fughetta that emerges, almost bursts out
into a glorious chordal fanfare. Again, within the
"trio," the key changes are most untraditional, with a
section isolated by key signature in E major. Both
sections, scherzo and trio, are repeated entirely
before a closing coda in B-flat.

The hymn-like theme of the third movement, in D
(another third-relation), rivals Haydn's "Emperor's
Hymn" for dignity of character. Was this the
inspiration for the movement? Like Haydn's string
quartet adaptation of his hymn, this trio movement is
a set of variations, each ennobling the theme more
beautifully than the last. Beethoven's care with this
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movement is manifested in the many pedal markings for
the piano. Almost without warning, the theme transits
to a new plane, resolving into a distinct polka meter
in the fourth movement. At first, the structure
unfolds like a rondo or sonata rondo, but Beethoven
surprises us with a change of meter and key within the
movement, going to A major with a gigue-like, 6/8
dance that eventually settles back into B-flat for a
spectacular conclusion.

@ 1988
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Piano Trio in B-flat major, Op. 97 (“’Archduke”)
Allegro moderato
Scherzo: Allegro
Andante cantabile, ma perd con
moto—Poco pit adagio—Allegro
moderato

Steinway piano

Argentine violinist RUBEN GONZALEZ has served as co-concertmaster of the
Chicago Symphony since the spring of 1986. He has held similar positions with the
Aspen Festival and Minnesota Orchestras, and the Houston, Syracuse, and North
German Radio (Hamburg) Symphonies. He has appeared as soloist with major
orchestras and given solo recitals throughout North and South America and Europe.

JAY HUMESTON s principal cellist of the Hong Kong Philharmonic. He made his
debut with the Philadelphia Orchestra at the age of seventeen and has since
appeared with orchestras and in recital and chamber concerts throughout the
United States and the Far East. He also performs extensively with his wife, Monique
Duphil; the duo was heard at the Museum in December 1984,

Born in Bordeaux, France, MONIQUE DUPHIL has played more than thirty concerti
with leading orchestras of twenty countries. She also made her American debut with
the Philadelphia Orchestra. She has partnered some of the world’s leading chamber
musicians. She has recorded Bach’s French Suites and contemporary music of North
and South America on the Polydor label.

Cleveland native DANIEL SILVER served as principal clarinetist of the Hong Kong
Symphony from 1980 until 1987, and currently holds that position with the newly-
formed National Chamber Orchestra of Washington, D.C. He has performed exten-
sively throughout the United States and the Far East.




Selections from Museum concerts are
broadcast on Monday evenings at
10:00 pm on WCLV (95.5 FM).

The use of cameras and tape recorders
in Gartner Auditorium is prohibited.

Latecomers and families with small children,
while always welcome, are respectfully
requested to avoid disturbing other

patrons during the concert.

FORTHCOMING CONCERTS

Wednesday, June 15, at 8:00 pm
PETER TAKACS, piano

Works by Schumann, Chopin,
Debussy, and Edward Miller

Wednesday, June 29, at 8:00 pm
EVA GRABNER—WESER, organ
Works by |. S. Bach, Liszt,

and Karg-Elert

Wednesday, June 22, at 8:00 pm

JULIE PROHASKA, soprano, and

SUSAN BENNINGFIELD HUDSON, piano
Works by Berg, lves, de Falla,

Poulenc, and Bernstein

A flier with information about this entire 1988 Summer Series of free June and July
concerts is available at the coat check room in the North Lobby.




Mr. and Mrs. Robert D. Thum
Mrs, William C. Treuhaft

Mr. and Mrs. Paul A. Unger
Mr. and Mrs. Jules Vinney
Eleanor E. Visconsi

Eric Von Baeyer, MD

Mr. and Mrs. William E. Ward
Edric A. Weld

Josephine Wick

Mr. and Mrs. Albent D. Wismar
Mrs. Odette V, Wurzburger
Norman Zaworski

Annual Members

John H. Bever

Mrs. Percy W. Brown

Mrs. John Justin Carr
Winifred F, Dean

Barbara Denison

Cynthia and Stuart Edelberg
Howard G. Epstein, MD
Malvina Freedson

Mary L. Funkhouser

Mr. and Mrs. Leon Gabinet
Mr. and Mrs. Julian Gawiser
Douglas H. Green

Karen K. Griffith

Delbent Gutridge

Dorothy G, Halberg

Homer C, Hartzell

Timothy W. Hemry

Mr. and Mrs. John D. Herr
Jarmila Hyncik

Marjorie T. Johnson

David 1. Kaplan

Sanford Kulber

R. ). Landgraf

Louis Lane

Margaret A. Limkemann
Kurt and Ingrid Loebel
Judith Lomsky

Mr. and Mrs, Richard A. Manuel
Mr. and Mrs. Edward Mason
Mr. and Mrs. Henry Merkel
Mary Spencer Monson
Dusan Naunovich, MD

Mr. and Mrs, Raymond |. Nelson
Gratian M. Nugent

Eunice Podis

Jean R. Quittner

Mr. and Mrs. Charles H. Raif
Mrs, T. H. Rautenberg
Timothy D. Robson

R. L. Ruggles, MD

Robert W, and Norine W, Sharp
Belva and Joseph Singer
Mrs. Helene Stern

Mr. and Mrs. Arthur Todd
Alice O. Vana

Avonelle Webster

*Deceased




The Musart Series of free concerts is entirely supported by annual
contributions to The Musart Society. Membership information is
available at the check room in the North Lobby, or by writing to or
calling the Department of Musical Arts of The Cleveland Museum of
Art; 11150 East Boulevard; Cleveland, Ohio 44106; (216) 421-7340,
ext. 284.

THE MUSART SOCIETY BOARD OF TRUSTEES

Samuel E. Henes, President
Mrs. Donald W. Morrison, Vice-President
Walter Holtkamp, Jr., Treasurer
Mrs. Arthur Benade, Secretary
Mrs. J. Heywood Alexander
Vincent M. Arnold

Shattuck W. Hartwell, Jr.

Mrs. Meacham Hitchcock

Mrs. Alfred M. Rankin

A. Benedict Schneider

Karel Paukert, Chief Curator




